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Garry Winogrand: The Art of Street Photography – Curator’s Statement
Since before World War II, city streets all over the world provided a plethora of
interesting imagery for aspiring photographers to capture. In his opening essay “Open City:
Possibilities of the Street,” Museum of Modern Art Oxford curator Russell Ferguson describes
this phenomenon: “The city offers itself as ready-made composition, constantly forming new
patterns, an endlessly regenerating trove of pictorial opportunity” (Brougher and Ferguson 9).
Following in the footsteps of their predecessors, post-war street photographers flocked to the
streets. In the wake of the war, the great picture magazines such as Life reached their peak,
creating outlets for professional photographers to share and sell their work commercially
(Szarkowski 12). Consequently, the collector’s market for art photographs experienced an alltime high and the realm of academia embraced photography as an art medium worth studying
(“Mirrors and Windows” 1). As a result, post-war photographers began creating work that was
increasingly self-conscious, focusing more on the personal emotions and viewpoint of the
photographer (Brougher and Ferguson 9). Garry Winogrand is just one member of this
generation of post-war photographers, who staked his “claim to fame” taking snapshots of the
streets of New York City, as well as documenting his travels across the United States and abroad.
Steered by teacher and contemporary art director of Harper’s Bazaar magazine Alexey
Brodovitch, who proposed that “successful photography was the triumph of intuition over
science and design,” Winogrand began to sacrifice the traditional notions of “good” composition
and design in exchange for his individual perceptions and ideas to be made clear to the viewer
(Szarkowski 12). This was not well-received by all; in fact this new school of photographers,
Winogrand included, were often referred to as the quality-be-damned school, as the resulting

images often seemed too casual, as if “lifted directly and spontaneously from the flow of real
life” (Szarkowski 12).
This criticism of the post-war wave of street photography, and perhaps one may argue
street photography as a whole, although weakened, is still pertinent today. Some argue that these
images appear careless and that even the most amateur photographer, especially with the
increasing prevalence and ease of digital photography, can accomplish images of like quality
without much effort. The goal of this exhibition, however, is to challenge this notion of
carelessness: as colleague and fellow photographer Tod Papageorge states in his opening essay
for a particular collection of Winogrand’s photographs entitled Public Relations, these works are
“as full of ideas, as we ever could have imagined still pictures to be” (16). Winogrand’s selection
of subject matter and the manner in which the subject is depicted, as well as how each correlates
with his personal life, influences, and emotions creates a vast pool of meaning. Although often
resembling simple “snapshots,” Winogrand’s photographs are very thoughtful responses to the
world around him and his life occurrences.
The city streets, as Ferguson has stated, continue to provide immense “pictorial
opportunity” (Brougher and Ferguson 9). As photography becomes increasingly accessible with
digital devices, there is greater prospect for artistic expression and communication of ideas
through photography. Through both a biographical analysis of Garry Winogrand, presented in
the catalog essay and exhibition text panels, as well as active participation on behalf of the
audience in the creation and display of their own photographs, it is hoped that gallery patrons
will gain a better understanding of how the moment and subject that a photographer chooses to
capture inevitably describes his ideas and emotions, resulting in a greater appreciation for Garry
Winogrand’s body of work and ideally street photography as a whole.

Garry Winogrand: The Art of Street Photography – Exhibition Catalog
Like the photographs of his post-war compatriots, Garry Winogrand’s body of work is
often mistook as a series of serendipitous “snapshots.” In an interview with Richard Fahey,
Winogrand himself challenges this notion, calling the people of this opinion “very confused”
(“An Interview with Garry Winogrand” 1). He argues that each of his photographs is carefully
orchestrated within his viewfinder, using the frame to “collect” what he wants to collect (“An
Interview with Garry Winogrand” 2). Since the very nature of photography forces us examine
the world from the perspective of the artist, it is imperative that we understand the personal
events that have shaped this perspective. Incorporating this more personal knowledge of the artist
allows for careful consideration of the ways in which the photographer’s values and emotions
permeate the photographs.
Having served eighteen months in the Army Air Force, twenty-year old Garry Winogrand
returned home to New York and took up the study of painting at the collegiate level with funding
from the G.I. Bill (Public Relations 8). Participation in Columbia University’s camera club
gained him access to the darkroom in 1948, where he became enamored with the photographic
process. Photography was much less deliberate and demanding of patience than painting and
hence, much more suitable for an anxious personality such as that of the artist (Public Relations
8). Tod Papageorge, Winogrand’s colleague and fellow photographer, discusses the artist’s initial
attraction to photography: “…Winogrand embraced the medium as passionately as he did
because it seemed to answer his agitated sense of himself and returned to him, in picture after
picture, an image of the most telling gestures he was then able to make toward the world” (8).
After his marriage to dancer Adrienne Lubow in 1952, Winogrand attempted to make an
honest living as a photojournalist and freelance photographer, shooting for various magazines

and advertising agencies. During this time, Winogrand was pressured to adhere to the principles
of composition and design, as well as to successfully convey the client’s message. John
Szarkowski, author of the introduction to Winogrand: Figments from the Real World and late
director of the Department of Photography at the Museum of Modern Art, says that Winogrand’s
best work from this time period was that without narrative, photographs whose main focus lay in
“movement, flesh, gesture, display, and human faces,” as Winogrand seemed to have had no
particular interest in illustrating the stories put forth by these publications (17). Creating
photographs for these outlets made the artist well-aware of the ways in which photography could
be used to manipulate an audience, but Papageorge argues that Winogrand sought to abandon
these implications in his own work, content instead to capture moments of interest to him (Public
Relations 11).
The 1960s marked a very important time for the artist. Living through the immense and
persistent fear of the Cuban Missile Crisis, Winogrand says that he was alerted to his own
helplessness, which he declares “liberated” him, allowing him to “lead his own life” (Szarkowski
20). In 1962, the photographer abandoned all political associations and organizations, including
any photographic societies, he was part of and for the rest of his life declines his right to vote
(Szarkowski 20).
In addition to abandoning these social constraints, he is soon released from the
restrictions placed on him by his career in photojournalism; receiving his first Guggenheim
Fellowship in 1964 and securing a teaching position shortly after, Winogrand gains the freedom
to travel and engage in his own personal photographic pursuits and it is at this time that he
arguably creates his most compelling work (Public Relations 13). This freedom from formal
constraints manifests itself in Winogrand’s use of the wide-angle lens, which allowed for him to

capture more subject matter in a single shot. In addition, the photographer began to experiment
with the tilt of the frame: in doing so, he could account for inaccuracies in perspective and “best
express the force of the energies that were his subject” (Szarkowski 23).
In 1963, Winogrand and Lebow divorce. In coping with the separation from his wife and
two children, Winogrand took to the streets, almost obsessively and “with a wild logic”
photographing women he was attracted to (Public Relations 12). These images, often
confrontational and rather unsettling in their voyeurism, evoke Winogrand’s discontent in his
relationships, or lack thereof, with women. Even after meeting his second wife, his work is
continually punctuated with these candid shots of women on the street and in public venues
(Szarkowski 21). Winogrand describes this act of observation in an interview for the Museum of
Modern Art’s membership quarterly, MoMA, in 1980: “Sometimes I feel like the world is a place
I bought a ticket to – it’s a big show for me, as if it wouldn’t happen if I wasn’t there with the
camera” (“An Interview with Garry Winogrand” 2).
Another of the photographer’s favorite “theaters” following his divorce from Adrienne
Lebow was the Central Park Zoo, which he would visit with his children on a regular basis. Here
he would observe and photograph animal-human interactions. Szarkowski suggests that, in these
images, Winogrand responds thoughtfully to his residing within the confines of the bustling
urban setting of New York City (The Animals n.p.). Winogrand playfully captures the dynamic
interactions between the zoo animals and their audience, blurring the lines between the animals
in captivity and the city-dwellers who observe them.
In 1969, Winogrand received his second Guggenheim Fellowship and set out to
document the “effect of media on events,” photographing every public occasion from rallies and
protests to elaborate museum galas (Public Relations 14). Although Winogrand had abandoned

all political affiliations a few years prior, it seems as though his previous military service and
resulting sensitivity to the Vietnam War, at its peak during this time, permeate these
photographs. Many of these images document anti-war demonstrations and the violent acts
committed against the demonstrators by police forces. It seems as though, in photographing these
subjects, he sympathizes with them and perhaps even their cause.
In Szarkowski’s words, “to list in sequence the conventionally significant events of
Winogrand’s life is to construct what seems on paper a chronology of troubles and failures,
punctuated occasionally by underappreciated successes” (34). It seems as though these “troubles
and failures” are inextricably linked to not only the subject matter that Winogrand chooses to
photograph, but the manner in which he does so, as well. Winogrand’s reliance on the camera as
a means to cope with and reflect on his life experiences and emotions is preserved in more than
2,500 of rolls of undeveloped film and 6,500 rolls of developed and non-proofed film,
accumulated in the years leading up to his death (Szarkowski 35-36).
As it is typically seen as a transient space, a way to get from one place to another, the
street is a place one does not typically stop to consider. Although it may seem as though all
possibilities for street photography have been exhausted, the third of a million pictures taken by
Winogrand in the last years of his life beg to differ (Szarkowski 36). Just as the streets served as
a means of inspiration and outlet for Winogrand throughout his life, the streets of today present
similar opportunities for artistic expression. This exhibition, presented in the Dorothy Uber
Bryan Gallery at Bowling Green State University encourages patrons to experiment with street
photography and gives them a unique opportunity to present their works alongside one of the
most iconic photographers of the style, Garry Winogrand, hopefully resulting in a better
understanding of and appreciation for street photography.

Garry Winogrand: The Art of Street Photography: Artist Proposed

Garry Winogrand
American, 1928-1984

The following museums and galleries possess substantial quantities of this artist’s work:
The Museum of Modern Art
11 W. 53rd Street
New York, NY 10019
(212) 708-9400
Center for Creative Photography at the University of Arizona
1030 N. Olive Road
Tucson, AZ 85721
(520) 621-7968
Fraenkel Gallery
49 Geary Street, 4th Floor
San Francisco, CA 94108
(415) 981-2661

Garry Winogrand: The Art of Street Photography – Works Proposed

1. Untitled, 1950s. Garry Winogrand (American, 1928-1984). Gelatin-silver print. Center
for Creative Photography, Tuscon, Arizona.

2. Untitled, c. 1954. Garry Winogrand (American, 1928-1984). Gelatin-silver print. Center
for Creative Photography, Tuscon, Arizona.

3. New York, 1958. Garry Winogrand (American, 1928-1984). Gelatin-silver print. Center
for Creative Photography, Tuscon, Arizona.

4. New York, 1961. Garry Winogrand (American, 1928-1984). Gelatin-silver print. Center
for Creative Photography, Tuscon, Arizona.

5. New York, 1968. Garry Winogrand (American, 1928-1984). Gelatin-silver print.
Fraenkel Gallery, San Francisco.

6. World’s Fair, New York City, 1964. Garry Winogrand (American, 1928-1984).
Gelatin-silver print. Fraenkel Gallery, San Francisco.

7. Central Park Zoo, New York City, 1967. Garry Winogrand (American, 1928-1984).
Gelatin-silver print. The Museum of Modern Art, New York.

8. New York, 1969. Garry Winogrand (American, 1928-1984). Gelatin-silver print. The
Museum of Modern Art, New York.

9. American Legion Convention, Dallas, Texas, 1964. Garry Winogrand (American,
1928-1984). Gelatin-silver print. The Museum of Modern Art, New York.

10. Los Angeles, California, 1969. Garry Winogrand (American, 1928-1984). Gelatin-silver
print. Fraenkel Gallery, San Francisco.

11. New York, 1968. Garry Winogrand (American, 1928-1984). Gelatin-silver print.
Fraenkel Gallery, San Francisco.

12. London, c. 1967. Garry Winogrand (American, 1928-1984). Gelatin-silver print.
Fraenkel Gallery, San Francisco.

13. New York, 1963. Garry Winogrand (American, 1928-1984). Gelatin-silver print. The
Museum of Modern Art, New York.

14. New Mexico, 1957. Garry Winogrand (American, 1928-1984). Gelatin-silver print. The
Museum of Modern Art, New York.

15. Dallas, 1964. Garry Winogrand (American, 1928-1984). Gelatin-silver print. The
Museum of Modern Art, New York.

16. Forest Lawn Cemetery, Los Angeles, 1964. Garry Winogrand (American, 1928-1984).
Gelatin-silver print. The Museum of Modern Art, New York.

17. Apollo 11 Moon Shot, Cape Kennedy, Florida, 1969. Garry Winogrand (American,
1928-1984). Gelatin-silver print. The Museum of Modern Art, New York.

18. Demonstration Outside Madison Square Garden, New York, 1968. Garry Winogrand
(American, 1928-1984). Gelatin-silver print. Fraenkel Gallery, San Francisco.

19. Peace Demonstration, Central Park, New York, 1970. Garry Winogrand (American,
1928-1984). Gelatin-silver print. The Museum of Modern Art, New York.

20. Fort Worth, Texas, 1975. Garry Winogrand (American, 1928-1984). Gelatin-silver
print. Fraenkel Gallery, San Francisco.

21. Untitled, c. 1951. Garry Winogrand (American, 1928-1984). Gelatin-silver print. Center
for Creative Photography, Tuscon, Arizona.

22. Coney Island, New York, c. 1952. Garry Winogrand (American, 1928-1984). Gelatinsilver print. The Museum of Modern Art, New York.

23. Hard-Hat Rally, New York, 1969. Garry Winogrand (American, 1928-1984). Gelatinsilver print. The Museum of Modern Art, New York.

24. Ethan and Laurie Winogrand, c. 1961. Garry Winogrand (American, 1928-1984).
Gelatin-silver print. The Museum of Modern Art, New York.

25. From “The Animals,” 1969. Garry Winogrand (American, 1928-1984). Gelatin-silver
print. The Museum of Modern Art, New York.

26. New York City, 1968. Garry Winogrand (American, 1928-1984). Gelatin-silver print.
Fraenkel Gallery, San Francisco.

27. New York, 1961. Garry Winogrand (American, 1928-1984). Gelatin-silver print. The
Museum of Modern Art, New York.

28. Frosh-Soph Rush, Columbia University, New York, 1950. Garry Winogrand
(American, 1928-1984). Gelatin-silver print. The Museum of Modern Art, New York.

29. New York, 1965. Garry Winogrand (American, 1928-1984). Gelatin-silver print.
Fraenkel Gallery, San Francisco.

30. Radio City, 1961. Garry Winogrand (American, 1928-1984). Gelatin-silver print.
Fraenkel Gallery, San Francisco.

Garry Winogrand: The Art of Street Photography – Exhibition Budget
Estimated Income1
Ohio Arts Council Grant: Arts Access Grant
Coca-Cola Grant
NEA’s Research: Art Works Grant
Center for Creative Photography’s Ansel Adams Research Fellowship
Medici Student Grant
Exhibition catalog sales (50 at $25 each)
Sponsorship, donations
Admissions
Student & alumni admissions (free)
Community admissions (377 at $5 each)
TOTAL INCOME
Expenses
Consultants2
Curators
Editors
Graphic designers
Exhibit designers
Photographer
Docents
Conservation/Equipment Maintenance
Insurance (In-transit and on premises)3
Supplies
Mats/frames
Display cases
Text panels
Labels
Free-standing walls
Photo reproductions
Printing/Publications4
Catalogs (50)
Posters (50)
Brochures (250)
Invitations
Advertising/Promotion
Press packets
Mailings
Newspaper ads
Shipping (to and from)5
5 photographs from Center for Creative
Photography, Tuscon, Arizona
10 photographs from Fraenkel Gallery, San
Francisco, California
15 photographs from Museum of Modern Art,
New York City, New York
Opening Reception6
TOTAL EXPENSES

$5,000
$500
$10,000
$5,000
$3,000
$1,250
$1,500
$0
$1,885
$28,135

$0
$0
$0
$0
$0
$0
$0
$22,500
$240
$0
$200
$50
$0
$0
$500
$70
$90
$0
$0
$0
$0
$775
$1,610
$1,900
$200
$28,135

Garry Winogrand: The Art of Street Photography – Exhibition Budget Notes
1. Grant funding has been underestimated. Funding beyond what has been estimated may be
acquired (i.e. NEA’s Research: Art Works Grant can bring in up to $30,000).
2. All contracted services will be solicited to university students as internship/volunteer
opportunities.
3. The estimated value of all photographs to be exhibited is $150,000. As recommended by
“Insuring Art: A Nice Little Earner” published in The Economist, the gallery will insure
them for 15% of their value (the museum average).
4. Calculated using estimates provided by Vistaprint.com.
5. Calculated using FedEx.com’s Rate Estimator; estimated weight of each framed photograph,
with packaging is 5.0 lbs and estimated value of $5,000.
6. Fine Arts Galleries will solicit in-kind donations from local businesses to provide the food and
beverage for the opening reception, in order to reduce cost.
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